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ABSTRACT OF DMA PROJECT

THE CELLO WORKS OF ERNST VON DOHNÁNYI

This paper aims to draw attention to the oft neglected cello compositions of Ernst von
Dohnányi. A prolific performer, composer, and pedagogue, Dohnányi has fallen into obscurity
amongst the general population since his passing in 1960. Among the works discussed in this
document are two unpublished sonatas from Dohnányi’s childhood, his Cello Sonata in B-flat,
op.8 and his Konzertstück for Cello and Orchestra op.12. Each piece is given a historic
background placing it among events of the composer’s life that led to its genesis and premier.
This is followed by a formal and harmonic analysis and concludes with special considerations for
the cellist in performing or teaching each work. Also included are complete editions of two
previously unpublished works: Sonata for Cello and Piano in G-major composed in 1888 and a
Grand Sonata for Cello and Piano in C-major composed in 1889. The manuscripts for both works
are contained within the British Library’s Dohnányi Collections, from which I have compiled
and edited the following performance editions. It is my hope that these two sonatas will enter the
repertoire of student cellists supplementing the relatively small catalogue of music for the
intermediate cellist.
KEYWORDS: Dohnányi, cello, Op. 8, Op. 12, Konzertstück
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Introduction

Ernst von Dohnányi (1877- 1960) was a prominent piano soloist, composer, conductor,
and pedagogue of the twentieth century. At eighteen years old, Dohnányi published his first
piece, a piano quintet which caught the attention of Johannes Brahms. Later in life, Dohnányi
served as head of the Royal Budapest Academy of Music, where his students included Bálint
Vázsonyi and Sir Georg Solti. Upon the outbreak of World War II, Dohnányi did his best to
resist anti-Semitic laws by refusing to terminate any of the Jewish musicians under his control,
but ultimately, he was removed as head of the Academy. In 1946, following the war’s end,
Dohnányi emigrated to America and was cleared of any Nazi connection by the U.S Military
Government.1 Once in America, Dohnányi took up residence in Tallahassee, Florida, and taught
at Florida State University until a year before his death on February 9th, 1960.
Dohnányi composed several works that feature the cello as a solo instrument – Sonata for
Cello and Piano in Bb minor, op.8 (1899); Konzertstück for Cello and Orchestra in D Major,
op.12 (1904). Despite Dohnányi’s fame as a pianist and composer, these compositions have not
entered the canon of concert works for cello, neglected by performers and scholars alike.
Dohnányi’s love of the cello stemmed from his father, who was an amateur cellist. This
fascination would continue through the composer’s life, aided by friendships with prominent
cellists Ludwig Lebell, a student of David Popper and dedicatee of Dohnányi’s cello sonata, and
Hugo Becker, who premiered the composer’s Konzertstück for Cello and Orchestra. Later in life
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Ilona von Dohnányi, and James A. Grymes, Ernst von Dohnányi: A Song of Life (Bloomington, IN:
Indiana University Press, 2002).

1

at the Franz Liszt Academy in Budapest, Dohnányi accompanied the young János Starker,
another influential cellist who would champion Dohnányi’s works in the concert hall.
Scholarly writing on Dohnányi has seen an upsurge in recent years with the publication
of James Grymes’s Perspectives on Ernst von Dohnányi2 in 2005 and Ilona von Dohnányi’s
Ernst von Dohnányi: A Song of Life3 in 2002. These two books are the largest modern volumes
devoted to Dohnányi. In his book Perspectives, Grymes compiles many of the most current
articles and dissertation research about the composer. His book takes a multifaceted approach to
examining the life of Dohnányi, starting with a biographical overview, then focusing separately
on Dohnányi as a composer, and lastly on the composer’s legacy. It is unfortunate that no space
is given to the cello works in this volume aside from a brief mention of each work in the
biographical time-line of the composer.
In Dohnányi: A Song of Life, also edited by James Grymes, much is the same with
regards to these published cello works. Ilona Dohnányi, the composer’s widow, endeavors to
give a complete account of her husband’s life and accomplishments. As a result, the book is
filled with many insightful remembrances. However, in the case of the cello compositions, she
fails to mention the creative-process aside from a brief reference to the influence of cellist Hugo
Becker in the Konzertstück’s genesis.
In Deborah Kiszely’s article “An analysis of Ernö Dohnányi’s ‘Ruralia Hungarcia’”4
published in Studia Musicologica Academiae Scientiarum Hungaricae, she provides an in-depth
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James A. Grymes, Perspectives on Ernst von Dohnányi (Lanham, MD: Scarecrow Press Inc, 2005).
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Ilona von Dohnányi, and James A. Grymes, Ernst von Dohnányi: A Song of Life.
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Deborah Kiszely, “Editions and Recordings: An Analysis of Ernő Dohnányi's "Ruralia hungarica", op.
32/a, No. 4,” Studia Musicologica Academiae Scientiarum Hungaricae, 1995. Accessed November 27th, 2016.
http://www.jstor.org/stable/902395
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look at the symphonic suite’s fourth movement, arranged by the composer for piano. Although
Kiszely focuses on a piano setting of the work, stylistic traits of Dohnányi are illuminated, which
are easily traced throughout the composer’s works, including the Cello Sonata and Konzertstück.
Another article significant to research about Dohnányi is I. Podhradszky’s catalogue of
“The Works of Ernö Dohnányi.”5 This article documents the date and current location of the
manuscripts for Dohnányi’s entire compositional catalogue. Of interest to my research, I have
found that Dohnányi composed four early works between 1885 and 1889 for cello and piano –
two character pieces and two sonatas, all unpublished. These four pieces are contained within the
British Library’s Dohnányi collection in London.
All the aforementioned sources contain insight into the compositions of Dohnányi, yet
none make a complete study of the literature for cello. Furthermore, it is unknown how
Dohnányi’s compositional style evolved from one piece to the next as he became acquainted
with the cello’s unique characteristics. It is only with a study specifically focused on Dohnányi’s
two published cello works that a better understanding of the composer and his relationship with
the cello can be attained. Working in chronological order from the earliest unpublished works
through to the Sonata and Konzertstück, I hope to better show Dohnányi’s compositional
development from a cellist’s point of view.
My research is divided into three chapters, each focusing on a specific piece. Chapter one
deals with Dohnányi’s unpublished cello sonatas from his youth, examining them as a vehicle for
the development of advancing cellists. Chapter two looks at Dohnányi’s first published work for
Cello, the Sonata in Bb-minor, op.8. Chapter three examines Dohannyi’s neglected cello
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I. Podhradszky, “The Works of Ernö Dohnányi,” Studia Musicologica Academiae Scientiarum
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concerto, Konzertstück op.12. Within each chapter is contained a formal analysis tracking
thematic development and harmonic structure as well as a study of each work with regards to
performance and pedagogical ideals.

4

Chapter One
Sonata in G-Major (1888) & Grand Sonata in C-Major (1889)

From an early age Ernst von Dohnányi showed a natural aptitude for music. Ernst’s
father, Professor Frederick von Dohnányi, was himself an amateur cellist of high regard in
addition to holding the position of Professor of Mathematics and Physics at the Royal Catholic
Chief Gymnasium of Pozsony, modern day Bratislava.6 In a story told by the composer’s widow
Ilona von Dohnányi, at the age of three while listening to his father practice a Gavotte by Bach,
Ernst eagerly requested that the piece be repeated again and again: “for fun Professor Dohnányi
placed the bow in the little boy’s hand and Ernst drew it up and down according to the rhythm of
the melody while his father fingered the appropriate strings.”7 As an amateur cellist, Professor
Dohnányi was well aware of the challenges faced by professional musicians. Out of fear of Ernst
developing into a child prodigy, his father refused to formally instruct him in music insisting
instead that Ernst simply enjoy music for the time being.
At the age of six, Ernst received his first formal training on the piano from his father
“throughout these lessons, young Dohnányi learned happily, as if he were playing a game.”8 The
following year Dohnányi began his first compositions and took to reading scores of Mozart,
Haydn, Beethoven and Schumann as other children read books. At the age of eight, Dohnányi’s
formal instruction in performance and composition began with Károly Forstner, the organist of
Pozsony’s Cathedrial.9 Both unpublished cello sonatas come from this time in Dohannyi’s
6
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development as a composer, written in 1888 and 1889 at the age of eleven and twelve
respectively and dedicated to his father, Professor Fredrik Dohnányi.
Analysis
Sonata in G-major10 (1888)
Dohnányi’s first cello sonata shows a general understanding of formal structures and
tonal relationships. Set in the key of G major, Dohnányi begins the first movement of this early
sonata with a slow introduction. Serving as an overture to the sonata, the introduction’s purpose
is to establish the tonal center of G major concluding with a half cadence that leads into the
sonata’s exposition proper. Beginning in measure 19, the sonata’s primary theme is voiced in the
cello with block chords in the piano accompaniment. Lasting eight measures, the theme consists
of a rising second followed by a series of alternating fifth falls and fourth recoveries before a
scalar descent over four measures, seen in example1; the pattern is then repeated forming a
complete musical sentence closing on the tonic.
Example 1 Dohnányi, Sonata in G-major, Allegro, mm.19-22

After the introduction of the primary theme in the cello, Dohnányi repeats the process in the
piano part with the cellist providing a moving eighth-note accompaniment. A brief transition
follows reaching a half cadence in measure 53. Now in the dominant key of D major the

9

Dohnányi, Song of Life, 7.
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After being granted permission by Dr. Sean McGlynn to publish his grandfather’s works, I traveled to
London where I spent several days with the manuscripts of Dohnányi’s G major and C major Sonatas in addition to
obtaining high resolution copies of both manuscripts reproduced with the permission of the British Library in
Appendix A and B respectively.
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secondary theme enters. With a thinning of the piano texture the secondary theme’s linear
contour contrasts with the primary’s descending leaps. As is expected the secondary theme
remains in the dominant tonal area closing the exposition in measure 88 with an authentic
cadence in D major.
Remaining in the dominant key, the development begins with a return of the movement’s
primary theme. Undergoing a series of harmonic sequences and fragmenting the primary theme
is stated once more in measure 114 now in the subdominant. A series of brief sequences lead
back to D major signaling the retransition and the end of the development. Measure 145 brings
the recapitulation back in G major.
With an exact restatement of the opening the recapitulation continues in the tonic through
the secondary theme leading to a brief coda with both instruments accenting a repeated G-major
harmony to the finish.
In the second movement, Dohnányi relies on a ternary form for his scherzo. Set in D
major the opening A section consists of a simple continuous binary form. Moving towards the
dominant at the close of the first A section in measure 8, the contrasting B section lingers on the
dominant harmony before resolving to tonic at its close. Moving into the larger B section, the trio
shifts back to G major and much like the opening A section consists of a smaller continuous
binary form. At the end of the trio, a D.C al Fine signals a repeat of the opening A section
bringing a close to the ternary form.
Dohnányi’s third movement is a contrasting Andante. Using a simple sentence structure
the cello line voices an eight-measure melody characterized by a scalar ascent and descent. In
measure 10 the piano repeats the cello’s melody note for note. The entire movement, brief as it
may be, remains in D major or V of G major. As a result, Dohnányi moves attacca, without
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pause, into the final presto. Consequently, one can view the Andante as a dominant preparation
for the eventual return of tonic in the closing movement.
Concluding the sonata with another movement in sonata form, Dohnányi brings a formal
balance to the composition. A rising primary theme is heard in the solo piano before being
restated in the cello part. Proceeding to the dominant, the secondary theme brings the exposition
to a close without surprise. A short development follows, beginning in D major then moving
through Eb to C minor before a pivot 6/4 harmony in measure 101 returns the piece to G major.
The final recapitulation continues as expected remaining in the tonic through a restatement of
both themes ending with a brief coda of repeated G major chords.

Grand Sonata in C-major (1889)
Written a year after the earlier G-major sonata, Dohnányi’s Grand Sonata is a fivemovement work which still heavily relies on traditional formal and harmonic relations. A
triumphant allegro begins the sonata’s opening movement. An active theme made of dotted
eighth and sixteenth-note rhythms descends an octave and a half over three measures before
recovering in two broken arpeggiations of the tonic harmony lasting two measures, seen in
example 2.
Example 2 Dohnányi, Grand Sonata, Allegro, mm. 16-20

Constituting the movement’s primary theme, this melody is passed between the cello and piano
until a half cadence in measure 33 marks the medial caesura. The secondary theme still moving
in eighth-notes is characterized by a scalar descent in the melody voiced over a contrasting scalar
ascent in the accompaniment. The resulting contrary motion leads into a more lyric four-measure
8

phrase before the entire theme is repeated. An arrival in D major or V/V in measure 51 marks the
expositions closing with a resolution to G major (V) in measure 64.
Unlike a standard development, Dohnányi returns to the tonic of C major in an attempt to
restart the exposition. This effort quickly dies and in measure 79 a development theme is
introduced with a short fugal passage. Unable to maintain momentum the fugue ends rather
quickly and an abrupt modulation to D minor brings the primary theme back. After one statement
the theme modulates again to Eb major then to F and F# before coming to rest in G major in
measure 104. As is expected the arrival on the dominant signals an impending resolution to
tonic. However, in this resolution it is the development fugue that reappears, not the primary
theme.
One last attempt at a complete fugue is made before the recapitulation begins in measure
137. Both themes are restated in the tonic key before the form is interrupted by a half cadence in
measure 228 allowing for a brief cello cadenza. Following the cadenza, the piano rejoins the
texture bringing the movement to a close with a series of repeated C-major chords.
The sonata’s second movement is occupied by an expansive adagio. Dohnányi originally
intended a theme and seven variations on the movement’s melody, which are included in the
sonata’s manuscript. For some reason upon returning to the composition, Dohnányi chose to
recompose a ternary form adagio replacing his set of variations.
An eight-bar piano introduction leads into the cello voicing the movement’s original
theme, seen in example 3.
Example 3 Dohnányi, Grand Sonata, Adagio cantable, mm. 21-28

9

Both the cello and piano repeat this melody with little variation until measure 68. Moving from
the movement’s tonic of E major to B minor sets off a disproportionally short B section. In
addition to the change of keys, the time signature changes from a triple to a duple meter.
Resembling more of a sixteen-measure diversion, the B section concludes as abruptly as it began,
leading back to an embellished restatement of the A section, shown in example 4.
Example 4 Dohnányi, Grand Sonata, Adagio cantable, mm. 86-93

An uneventful scherzo follows as the sonata’s third movement. Contrasting the tonal area
of the sonata the third movement moves from G major to G minor in a ternary form scherzo and
trio. Interestingly, Dohnányi abandons the normal subdivision of larger sections into smaller
binary forms, instead writing a through composed Scherzo and a single section trio with a short
coda added to the A sections repeat.
The fourth movement is a textbook example of sonata-rondo form. A double statement of
the rondo theme in C major is followed by the first episode in measure 25 and a shift to C minor.
Returning to C major the rondo theme is followed by a second episode in measure 57, this time
in G major. With the rondo’s return, this brings a close to the exposition and marks the beginning
of the development. A quick developmental episode in measure 93 concludes on a half cadence
bringing about the recapitulation with another rondo statement. The previous two episodes are
repeated in the tonic key of C major in alternation with the rondo theme. A short codetta in C
major brings the movement to an end.
Concluding with a Presto movement the sonata moves into the darker key of C minor. In
a final sonata form movement, the primary theme in C minor is contrasted by a secondary theme

10

in Eb major. Many of the same sequencing techniques used in the previous movements are found
in the development as the theme is transformed and fragmented before returning to C minor for
the recapitulation. Unable to finish in the minor mode, a shift to C major happens at the coda
beginning in measure 259. With an added marking of doppio mouvimento, the tempo is doubled
and the sonata closes with a quick succession of repeated C major harmonies.
Pedagogical Considerations
As one would expect from an early student work, neither the cello part nor the piano
accompaniment of the two sonatas pose many challenges. While neither sonata will enjoy
success in the professional concert hall, they both add a quality work to the repertoire for
intermediate cellists. Dohnányi’s G-major sonata allows for an introduction to limited thumb
position within a highly repetitive format, while the Grand Sonata makes use of a more complex
harmonic language stretching an intermediate cellist’s concept of chromaticism.
The piano accompaniment of the G-major sonata is limited enough in scope as to allow a
proficient teacher to accompany the student, enabling discussions about ensemble and the role of
melody versus accompaniment in a familiar setting. Finally, both of these early works serve as
inspiration to the advancing cellist. Both compositions are easily accessible, multiple movement
works associated with a real composer as opposed to the many short pieces and etudes cycled
through by advancing cellists.

11

Chapter Two
Sonata for Cello and Piano op.8
In the fall of 1898 at the age of twenty-one, Dohnányi traveled to London at the request
of conductor Hans Richter. In London Dohnányi was met by Ludwig Lebell, a close friend from
the composer’s time as a student at the National Royal Hungarian Academy of Music.11 Lebell
played cello in the premier of Dohnányi’s Piano Quintet op.1 in 1895 and would later be the
dedicatee of the composer’s Cello Sonata op.8 in 1899.12
Dohnányi began composing the Cello Sonata while visiting his parents in Pozsony,
between English concert tours during the spring of 1899. While at home, Dohnányi quickly
completed the first movement, but concert engagements forced him to shelve the sonata until his
return to England in September of the same year.13 On December 4th 1899 Dohnányi premiered
his new sonata in London with Lebell playing cello.
Ilona von Dohnányi tells, in what was “becoming characteristic of Dohnányi, two days
before the performance the composition was still incomplete. When Lebell visited Dohnányi to
ask him for the last movement, he found the composer still busily copying the cello part.”14 The
performance was a success, and ten days later Lebell played cello for the premier of Dohnányi’s
String Quartet during a concert of the London Chamber Music Union.15 Aside from this amusing
anecdote, there is little surviving information about the composition of the Cello Sonata. As Alan
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Walker, a noted Liszt scholar asserts, “even the most obvious facts of Dohnányi’s life remain a
mystery.”16
Dohnányi’s Cello Sonata consists of four movements and shows remarkable growth
when compared to the composer’s earlier attempts at the genre. In the sonata, the cello writing is
more mature, and the potential of the instrument is more completely explored.
Analysis
Dohnányi’s cello sonata is in a traditional four movement structure revolving around the
key of Bb minor. Beginning with a sonata form movement, a ternary form scherzo and trio
follows before the slower adagio leads attacca into a final theme and variations.
Since the evolution of sonata form when the Da Capo aria became standardized in the
early classical period, composers have been playing with its formal boundaries and limits,
reshaping a seemingly rigid form at will. Dohnányi’s opening Allegro ma non troppo is no
exception, the standard elements of exposition, development, and recapitulation all exist but
tonal relations and formal structures have been blurred creating an almost sonata-rondo hybrid.
The movement opens with a hauntingly simple melody voiced in unison between the piano and
solo cello, seen in example 5.
Example 5 Dohnányi, Sonata op.8, Allegro ma non troppo, mm.1-6

16

James A. Grymes, Perspectives on Ernst von Dohnányi (Lanham, MD: Scarecrow Press Inc, 2005), 3.
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Beginning in Bb minor, the introductory theme comes to a half cadence on the dominant, F
major, in measure 6. The function of this simple theme will change throughout the movement.
Reoccurring at the close of major structural sections, the introductory theme takes on a character
of calm composure in contrast to the rhythmic instability of the primary theme.
Immediately following the half cadence pause, the piano part launches into a
rhythmically active theme characterized by alternating triplet octaves between the two hands.
The constant triplet movement shifts the metric accents creating a jarringly unstable energy in
stark contrast to the subdued tone of the introduction. Above the metric instability of the
accompaniment, the cello voices an exclamatory theme of a descending fifth followed by three
descending triplets that cover the remaining distance finishing an octave below the beginning
note, see example 6.
Example 6 Dohnányi, Sonata op.8, Allegro ma non troppo, mm. 6-8

The rhythmic complexity of the piano part creates an undulating foundation from which
the cello erupts, together forming the first half of the primary theme, or P1, of the movement’s
exposition. Dohnányi returns to this theme again and again throughout the movement either by
restatement or simply by reference to the instantly identifiable rhythmic component. This texture
continues through measure 16, at which point the accompaniment trades the staccato triplet

14

figure for a more flowing sextuplet line over which the cello indulges in a lyric descending
melody. This new melody serves as contrast to the edgy P1 theme and one can see it as a
complimentary P2 theme that will be referenced throughout the movement.
Of equal interest to the melodic elements of the primary theme is the tonal area occupied
during the beginning of the exposition. The introduction, firmly rooted in Bb minor, lasts only
six measures before giving way to the primary theme zone. In contrast to what one would expect
in a typical exposition, the primary theme is heard first in the dominant key of F, as opposed to a
more traditional return to the tonic tonality of Bb. In fact, the entire primary thematic section
from measure 6 through measure 24 revolves around a dominant tonality only resolving to tonic
at the theme’s conclusion. From this, one can already sense the movement’s conflict between the
homophonic introduction and the heroic first theme that refuses to conform to rhythmic or tonal
expectations.
Measure 25 marks the beginning of a transitional theme which eventually leads to the
secondary thematic area. Against all expectations, Dohnányi begins his transition with a
fortissimo statement of the P1 theme in the cello. This statement brings the theme to Bb
following a perfect authentic cadence in the preceding measure. What should feel like a
triumphant return to the opening material is undercut by a change in the piano’s texture. Here the
melody finally conforms to the movement’s tonal expectations but the characteristic rhythmic
accompaniment is now replaced by a “quasi tremolo” in the piano’s upper register, removing any
feeling of fulfillment as the music begins to wander. In this transitional section, the fierce
rhythmic drive of the primary theme ceases as the cello and piano alternate between triple and
duple rhythms. A sparse orchestration lends to the wandering quality as a tremolo in the piano’s
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upper register is suspended between slow moving open octaves in the left hand and a similarly
languid line in the cello, echoing the piano’s spaced voicing.
An inverted form of P1 appears in the cello part in measure 34 which reignites the
movement’s rhythmic fire. This statement leads to a tonal arrival on C major or V/V which sets
up the secondary theme, in measure 39, as one would expect in the dominant key F. Whereas the
primary theme has been marked by abrupt rhythmic interruptions, Dohnányi allows the
secondary theme to sing out, even marking “dolce” in the solo part. Flowing eighth notes and
large leaps over dotted rhythms characterize the Secondary theme as seen in example 7.
Example 7 Dohnányi, Sonata op.8, Allegro ma non troppo, mm. 40-42

This flowing melody soars into the upper register of the cello appearing to leave the conflict of
the primary theme behind. But even here in the final measures of the exposition Dohnányi
refuses to let the battle end. After an all too brief diversion in the secondary theme, P1 material
returns announcing the closing section.
In measure 51, after the secondary theme, one would typically expect the beginning of a
codetta in the dominant key to conclude the exposition. Dohnányi instead enters into a cannonlike sequence where cello and piano pass P1 material back and forth. The melody begins to
fragment as both voices pass the tune reducing the figure to two notes a semitone apart,
foreshadowing the movement’s development.
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Finally, the struggle subsides and once more in measure 62 the opening introduction
theme returns, serving as a closing summation to the exposition. As is expected, Dohnányi
concludes the exposition in the dominant harmony of F, but the closing section begins in the
distantly related key of Db major. Beginning the closing section in the relative major is nothing
too extraordinary for the time but the major third root relation created in moving from Db major
to F major further exemplifies the forward looking neo-romantic style of composition embraced
by Dohnányi.
In the classical style, it is expected that the exposition in a sonata form movement be
repeated before moving into the development. As though referencing the past, Dohnányi begins
the development in measure 75 with a verbatim restatement of the P1 theme. One might even
believe it is a repeat of the exposition only to realize that an ascending chromatic passage
transfers the music to the distantly removed key of E major. At this point P2 emerges as though
we are continuing through the exposition albeit in far more complex harmonic settings.
Sliding down a whole step to D major, P1 reemerges in measure 92 before devolving into
Beethoven-like fragmentation in measure 96, where the two-note motive heard towards the end
of the exposition now dominates the score, as seen in example 8.
Example 8 Dohnányi, Sonata op.8, Allegro ma non troppo, mm.97-101

17

At the highpoint of this fragmentation, as all trajectory seems to be lost, the transition
theme reappears lending a sense of direction as the music wanders forward searching for
resolution of the rhythmic instability. Instead of arriving at the Secondary theme the introduction
is heard once more. This simple theme is repurposed again, now used as a retransition tool
landing firmly on a pedal F#. Acting as a dominant pedal, the F# tonality is maintained
throughout the piano’s restatement of the introduction, leading to a false recapitulation with the
cello’s statement of the P1 theme in F#. A seemingly foreign tonal area, F#, is a modified
dominant reflecting the sonata’s conflict as both themes search for resolution back to tonic.
A false recapitulation occurs in measure 125 as the cello moves up to Bb voicing P1, now
in the tonic key. However, the piano holds strong to the F# tonality, spelled as Gb, creating a pull
between the two harmonic goals, both instruments alternating P1 material in tonal areas a major
third apart. As expected, the transitional material reappears leading into the secondary theme.
With the secondary theme’s reappearance, both voices come to agreement on Bb major,
reconciling the tension from the exposition. Firmly in Bb major, the cello and piano reiterate the
primary thematic material one last time in measure 154. A quick repetition of the fragmenting
two-note figure launches the movement into a subdued coda.
As though completely drained from the rhythmic and harmonic struggle of the exposition
and development, the movement comes to an end with one final statement of the introductory
theme seen in example 1. A much fuller texture accompanies the theme now heard in Bb major
as both cello and piano alternate between theme and shimmering accompaniment. Fading in
dynamic, so too does the rhythmic motion slow with both voices trailing off on one final Bb
major chord echoing the introduction’s calm, sedate quality.
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As a slight variation on traditional form, Dohnányi substitutes a vigorous scherzo and trio
for the Cello Sonata’s second movement. While not revolutionary the use of a scherzo as
opposed to a minuet in the second movement is reminiscent of Beethoven’s string quartets,
where he would often write a scherzo second movement. Dohnányi’s scherzo is in a traditional
ternary form, with the opening scherzo contrasted by a lyric trio.
The movement begins with a series of rapid-fire sixteenth notes in the cello that prove to
be ever present throughout the scherzo. With the addition of the piano in the third measure a
string of violent chords create a hemiola effect before shifting to an ever-running line of eighth
notes. The playful tone of the piano melody is accentuated by highlighted dissonances in the
cello part while remaining fairly simple harmonically. Beginning in D major the A section
moves through a series of modulations before coming to rest in G minor, finishing with a tongue
in cheek Picardy third bringing about G major. After the conflict of the first movement the
scherzo serves as a bit of effervescent relief allowing for flourishes of virtuosity from the pianist.
In complete contrast, the trio establishes a stately march. Securely in Bb major
throughout the cello is given an expansive melody. A thirty-two bar tune in the instrument’s
middle register fights to be heard through the dense piano chords, then is repeated borrowing
from the minor mode. Just for good measure the melody is then played once more an octave
higher with the piano playing a march like duple rhythm beneath. A brief tag at the end of the
trio returns the rhythmic drive of the scherzo which launches into the da capo, rounding out the
ternary form.
The third movement shifts to E major and is the sonata’s most expressive movement.
Dohnányi slowly unfolds a heart rending melody aided by a thick piano texture and unusually
large leaps in the cello part. In measure 23 a brief foreshadowing of the sonata’s cyclic quality is
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presented as the cello voices the inverted P1 theme from the opening movement. Although
stretched over four measures in this completely unrelated tempo this melody is easily
distinguished before sliding back into the expansive mood of the third movement. Ending
formally on a B major half cadence in measure 41, or V of E major, Dohnányi quickly resolves
the tension by falling a semitone, reinterpreting bV of E as I of Bb major, and leading seamlessly
into the final theme and variations.
Dohnányi favored variation form and included theme and variation movements in many
of his compositions including his string quartets, string trio, and perhaps his most well-known
composition “Variations on a Nursery Tune” op.25. The theme, example 9, for the sonata’s final
movement is an original melody which Dohnányi subjects to a series of nine variations.
Example 9 Dohnányi, Sonata op.8, Tema con variazioni, mm. 1-4

Here in the final movement, one can see the importance of cyclic unity in Dohnányi’s
compositional process. Variation I is a simple pizzicato reinterpretation of the theme but already
by Variation II, Dohnányi is recalling earlier motives. In the second variation Dohnányi
transforms his theme to fit the secondary theme from the first movement’s exposition. One can
easily see the similarity by comparing example 7 to example 10 below.
Example 10 Dohnányi, Sonata op.8, Tema con variazioni, mm.42-44
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The cello melody comes straight from the first movement with the final movement’s
theme stretched across the structural beats in the piano’s top most voice. A slight change in
accompaniment by a thinning of the piano texture allows the theme to be easily distinguished as
it interacts with the referenced material.
Variation III follows with a brisker tempo and rhythmic drive. Here Dohnányi employs
block chords in the piano accompanying the theme voiced in running sixteenth notes in the cello
part. At the half way point in the variation, both voices switch as the piano takes control of the
theme’s sixteenth-note variant with the cello interjecting a series of block chords.
Variation IV again returns to the secondary theme from the sonata’s first movement. A
harmonic shift occurs at the end of Variation IV moving from Bb major to Bb minor for
Variation V. After an initial statement of the theme now in the minor mode, the fifth variation
returns to the sonata’s opening, repeating verbatim the primary theme of the first movement.
The conflict between introduction and primary theme from the first movement manifests
itself once more in Variation VI. Undergoing its final transformation, the introductory theme
now becomes a cyclic reference in the sonata’s finale as seen in the change from example 5 to
example 11.
Example 11 Dohnányi, Sonata op.8, Tema con variazioni, mm.114-115
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Variation VII launches directly into the second movement’s scherzo character. This time
the music is brought back to Bb, as though Dohnányi had purposefully avoided the sonata’s tonal
center in the second movement to make its reappearance here in the finale more significant.
Adding to this idea of tonic return, it is interesting that the trio theme never appears again.
Perhaps as the theme was originally set in Bb Dohnányi considered it a finished idea not needing
resolution in the final summation.
Variation VIII continues in recounting the sonata’s preceding movements with the
Adagio’s return. Much like the sonata’s introduction, the fourth movement theme begins this
penultimate variation in a homophonic setting. Dropping to the cello’s lower register, now set in
Gb major it becomes a clear reference to the introduction of the first movement before rising into
the romanticized adagio. With a cadence in Gb, Dohnányi again employs a major third root
relation returning home to Bb and signaling the final variation.
Variation IX returns clearly to the movement’s theme, stated pizzicato in the cello with
an active piano accompaniment. The theme is repeated several times, each iteration rising in
pitch content until a final statement of heavy block chords in the piano beneath a rapid flourish in
the cello brings the sonata to an end.
Pedagogical Considerations
In contrast to his unpublished childhood sonatas, Dohnányi’s Cello Sonata op.8 requires a
technically proficient cellist and pianist. One of the first challenges lies in the introductory
theme. Precise bow control must be employed to achieve uninterrupted musical direction within
the pianissimo phrase. Starting in the upper positions on the d-string the cellist must emulate the
sparse piano texture, aided by minimal vibrato and precise intonation.
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Aside from the chromaticism contained within the primary theme, the theme’s rhythmic
aspect is just as demanding. Keeping a steady tempo is key, as both players have opposing
syncopated triplet rhythms from measures 13 through 17. At the first appearance of a real
melody in measure 17, the cellist must suddenly step out in the texture, cutting through the piano
part and letting the instrument sing. Dohnányi even marks espressivo for added encouragement.
Again, in measure 39 at the secondary theme, the cellist must work to be heard through the thick
piano texture and bring out the line. Each of the large leaps must be well prepared as a missed
shift will ruin the power of the expansive theme. Much of the same ideas pervade the exposition,
stark rhythmic contrasts demanding extreme concentration from both performers and the ability
to change styles and roles with little or no preparation.
Measure 96 through 102 provides a wonderful opportunity to practice octave leaps in the
cello part. Each shift must be crisp and exact; the performer is aided by hearing the lower octave
before shifting to the higher octave. In measure 122 the rhythmic complexity of the primary
theme is embellished with multiple measures of syncopated triplet rhythms which can prove
extremely difficult for ensemble between both performers.
The second movement for the cellist is all about the flying spiccato bow stroke. While the
pianist’s capabilities determine the overall tempo, the movement should move quick enough to
enable a comfortable spiccato on the cello’s repeated sixteenth-notes. Slight chromatic
alterations to the melodic line can prove problematic but for the most part the opening scherzo
lies well on the fingerboard. Special care should be taken with the pedal C around measure 70 as
the repeated sixteenth notes on the open string can quickly lose the rigid articulation. Also
consider that the larger C-string will take more effort and time to respond to a rapid bow stroke
then the A-string. In the trio, the cellist casts aside the earlier bowing exercise and must
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emphasize the musical line by shaping a static phrase with both hands. Variation of vibrato will
help keep interest throughout the line as well as differentiating bow placement to create separate
tones for each statement of the melody. In the trio’s final repetition the upper positions of the
instrument are explored and offer a melodic exercise in thumb position.
In the third movement, adagio, the cellist is tasked with sustaining a slow melody with
little rhythmic activity. Starting in a piano dynamic the left hand is key, using vibrato to stitch
one note to the next forming the larger phrase. Each repetition grows in intensity and color until
the climax in measure 32 where the sound changes to something more akin to the adagio from
Rachmaninoff’s cello sonata. At this point the cello drops to the lower register and must work to
be heard through the piano’s lush orchestration. A slow bow close to the bridge and keeping the
tone just inside of the breaking point while using a wide vibrato to remove the edge from the
sound is the only way the cello can cut through the dense texture.
The final theme and variations lie well on the instrument. With little technical issues the
performer is free to focus on the specific character for each variation. A light playful character
should be achieved in the quicker variations while the returning themes should each emulate the
referenced material’s original character.
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Chapter Three
Konzertstück for Cello and Orchestra op.12

By 1905 deteriorating eye sight forced Ludwig Lebell to retire from performing in public,
leaving Dohnányi without one of his long-time performance partners. While not directly related
to Lebell’s demise, in 1900 on his first visit to America, Dohnányi was lodged in a German hotel
in New York where the composer became well aquatinted with renowned cellist and pedagogue
Hugo Becker.17 Dohnányi had met Becker in 1898 on his first tour of England when the two had
performed on the same program for a Saturday “popular concert, featuring many outstanding
artists.”18 After Dohnányi’s visit to New York, a deep friendship was formed with Becker and
the two musicians would go on to form a trio with violinist Henri Marteau in 1907.19 Several
years earlier, in 1902 both Dohnányi and Becker appeared on a concert in Frankfurt with Becker
and Dohnányi performing the composer’s cello sonata.20
From this close friendship, it would seem fitting that in 1906 Becker was privileged to
premiere Dohnányi’s Konzertstück under the composer’s baton in addition to being honored as
the dedicatee of the new concerto. Much as with Dohnányi’s earlier cello sonata, little has been
discerned about the Konzertstück’s genesis. In the summer of 1905, accepting an appointment as
professor at the Hochschule für Musik in Berlin, Dohnányi returned to his family in Vienna and
“dedicated himself to completing his Cello Concerto.”21 Composition of the concerto must have
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Dohnányi, Song of life, 40.

18

Grymes, Perspectives, 60.

19

Dohnányi, Song of life, 60.

20

Ibid., 49.

21

Ibid., 54.
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been unhindered as on March 7, 1906, Becker and Dohnányi appeared with the Budapest
Philharmonic for the concerto’s premier.
Analysis
Literally translated, Konzertstück means concert piece. This title allows Dohnányi’s
composition to disassociate itself from many of the formal expectations affiliated with the genre
of concerto. A traditional concerto typically consists of three separate movements; a sonata form
allegro, relying on a double exposition to introduce the solo instrument, followed by an
expressive slow movement and concluding with a virtuosic finale.
Formally, Dohnányi’s Konzertstück more closely resembles the 1872 Cello Concerto of
Camille Saint-Saëns which abandons the traditional three-movement form, creating a unified
work through a single continuous movement. Nested within the larger single movement
Dohnányi’s Konzertstück can be broken into an overarching ternary form. Each section of the
ternary form acts as a movement contained within the larger structure.
An opening A section breaks into a smaller rounded binary form. Starting with a fourmeasure ostinato, the upper strings begin with a shimmering figure resembling sunlight
glistening on a stream. Atop this delicate texture the solo cello enters in measure 5 with the
primary theme, seen in example 12, which is returned to time and again throughout the piece.
Example 12 Dohnányi, Konzertstück op.12, mm.1-12

Securely set in D major, this theme soars through the cello’s upper register heroically
calling to the listener. In measure 20 the theme is repeated and expanded upon in an episodic
development as if the extended solo part refuses to relinquish this grand melody to the orchestra.
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In measure 43 the harmonic tension accelerates signaling the drive towards a cadence point.
With the soloist reaching a C# trill over the orchestra’s dominant seventh harmony in measure
44, the musical tension suggests an impeding resolution to the tonic D. Dohnányi is quick to
stifle expectations here thwarting the yearned for cadence as the cello line resolves downward to
A, resulting in a half cadence and removing all forward motion from the opening theme. This
unfulfilled cadence to tonic places an unseen barrier between the solo part and the triumphant
resolution implied by the opening theme’s harmonic pull, creating a conflict which the following
music strives to resolve.
Echoing an older ritornello style, the orchestra takes control restating the solo line
melody and driving the movement forward. As the orchestra approaches the cadence point in
measure 78, a resolution to tonic is achieved, although the arrival is undercut by a diminuendo
and sudden fall from the tonic leading into measure 82. Interrupting the orchestra’s line comes a
series of repeated quarter note Ds in the timpani, seen in example 13, pairing the timpani and
first violin lines.
Example 13 Dohnányi, Konzertstück op.12, mm.78-83

Signaling the transition from one section to another this repeated drum beat embodies the
opening theme’s conflict with resolution to tonic. Much like the omnipotent horn call of fate in
Tchaikovsky’s Fourth Symphony, Dohnányi creates an atmosphere of foreboding struggle which
pulls the listener back to reality from the idyllic daydreams of the cello’s opening theme.
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Reacting as if awakening from a dream, the solo cello enters in measure 84 with a brief
cadenza-like passage. Borrowing from the minor mode, the solo line rises through a series of
arpeggiations coming to rest on V/A major in measure 106. Another episodic transition follows
as the cello spins through a variety of chromatic neighbor tones before returning to the opening
melody in measure 123. This time at the cadence point, the cello rises to an F#, voicing the tonic
harmony but still refusing a strong cadence on D. This recurrence of the heroic opening theme
brings a close to the smaller binary form’s first section.
Using an orchestral interlude to move into A major, a new theme emerges in measure
159. In contrast to the heroic quality of the opening theme the second theme seems demure and
unsure of itself. Marked “piano dolce” in the solo part, a descending line slowly emerges
moving on the weak beats of each measure, always following the strong triple groupings heard in
the accompaniment. In measure 182 Dohnányi expands the second theme with a series of
sequences leading to an unfulfilled V/V half cadence. At this point the movement’s final theme
appears, a gentle descending pattern seen in example 14.
Example 14 Dohnányi, Konzertstück op.12, mm.215-218

The simplistic beauty of this phrase is quickly embellished upon as Dohnányi writes a chromatic
variant transforming into a virtuosic fortspinnung passage. Eventually the dominant key of A
major is reached and the quasi-cadenza section reappears. The return of the cadenza marks the
conclusion of the smaller binary form’s second half. With the dominant return of the earlier
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cadenza material Dohannyi has created a complex rounded binary form, encompassing the
opening A section of the concerto’s larger ternary structure.
A brief orchestral episode is interrupted once again by the persistent pulse of the timpani,
this time on the dominant tone A, signaling the onset of the larger B section. Here the tonal
center shifts to D minor, the parallel minor to the tonic D major. Following a large orchestral
tutti, the solo cello enters on the instrument’s lowest pitch, spinning an expansive melody that
highlights the instrument’s rich lower register. The rhythmic figure of half note followed by a
double dotted quarter and sixteenth-note forms the slow melody’s characteristic beginning, seen
in example 15.
Example 15 Dohnányi, Konzertstück op.12, mm.307-313

This adagio theme reaches a climax in measure 326 with a juxtaposition of registers placing the
solo cello on its lowest pitch, an open C-string, below the clarinet’s entrance more than four
octaves above. The disparate registration of the two melodic lines pulls at both parts causing the
cello to rise as the clarinet descends, meeting in the middle as the theme is passed back to the
cello.
In measure 344 a contrasting theme emerges in the solo cello. Here the melodic contour
is characterized by gentle descending motion, a half note followed by two quarter notes falling
the distance of a minor third. This theme continues with an eighth-note turn filling the distance
of a second minor third. In a consequent statement of the phrase, Dohnányi alters the metric
stability of the second eighth-note turn with a triplet grouping. The theme is repeated and the pull
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of triple against duple is highlighted as the orchestra and soloist switch between groupings in
every measure until the original adagio theme reappears in measure 361.
Dohnányi plays upon the listener’s expectations once more as the returning adagio theme
is forfeited in measure 365. Instead of carrying on in the same manner as the movement’s
opening, the dotted rhythm slowly morphs into a bariolage figuration in the solo cello part. The
cello continues spinning forth through a series of arpeggiated chords. Atop the cello’s
arpeggiations, the orchestra swells and continues with the adagio theme’s restatement.
Following an orchestral tutti, the second adagio theme is reprised in measure 385. This final
statement brings a close to the ternary form’s B section and moves from D minor to the dominant
A major precluding a return to the tonic area of D major. The solo line comes to rest on a
harmonic A in measure 399 only to be interrupted once more by the persistent drum beat of fate.
Keeping in the dominant harmony of A, the timpani ushers in an entirely new melody that is
developed through an extended orchestral tutti. Through this orchestral fantasy a transition is
made to E major, V/V which resolves to an A pedal in measure 505. Much as in a sonata form
work, Dohnányi stands on this dominant pedal point creating a desire for resolution back to the
tonic. This resolution is achieved in measure 560 with the restatement of the opening heroic
theme. Over the dominant pedal, the solo reenters in measure 518, voicing the work’s main
theme in A major. A series of unsuccessful attempts to sway the orchestra from its pedal point
results in a chromatic ascent into measure 560 where a dramatic return to D major is achieved.
Finally, as the tonic is achieved, the heroic theme sings forth. In this statement, the soloist
is joined in unison by the entire cello section. As the theme approaches the unfulfilled cadence of
the beginning, the entire orchestra swells and as if transformed by the second movement, the
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cello solo pushes through the invisible barrier coming to a perfect authentic cadence firmly in D
major.
With the return of the final A’ section, Dohnányi retraces the thematic outline of the first
A section while remaining in the tonic key of D major. Moving from the heroic melody directly
into the second theme, the cadenza-like passages of the opening are omitted. After a brief
fortspinnung passage, the pulsing timpani once more interrupts the music’s flow. The omission
of the smaller cadenzas in the A section is now made clear as the soloist takes control of the
music in an extensive cadenza.
A cyclic quality emerges in the Konzertstück, inherent of the ABA form, but now made
explicit with a complete summation of the work in the solo cadenza. Beginning with an
expanded version of the first cadenza-like outbursts, the solo line cycles through several
energetic outbursts before relaxing into the adagio theme in measure 775. In a technique
referencing Schumann’s Cello Concerto, Dohnányi sparingly adds an orchestral accompaniment
to the improvisatory solo line. Moving into the second adagio theme in measure 784, the soloist
is joined by a quartet of cellos before the rolled bariolage chords return leading to the climax of
the cadenza in measure 809. Here the cellist is alone in a series of chromatic arpeggiations
spanning the instrument’s range before coming to rest on a trilled A. Joined again by a solo cello
quartet, the primary theme is voiced followed by a final resolution to the tonic D major.
A coda based on the concerto’s main theme fades away as the piece settles to a
conclusion. With a final restatement of the theme in the solo part, the orchestra comes to rest
beneath an ascending series of natural harmonics in the solo part coming to rest on D as both
soloist and orchestra fade into the distance.
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Pedagogical Considerations
Dohnányi’s Konzertstück is an ideal work through which an advancing player may gain
confidence and experience performing with an orchestra. The solo part itself has a few
demanding passages, but overall the piece is easily within reach of an advanced high-school
student or solid undergraduate cellist. Without the difficulty of a Dvorak or Haydn Concerto, the
advancing soloist is freed to focus on sound development and projection without the
overwhelming technical demands of both aforementioned concertos.
In the opening melody, the soloist is tasked with projecting confidence while managing
several awkward shifts. As the student becomes familiar with the melody, the use of a D-pedal
drone will benefit the opening passage until rehearsal number 2. This entire passage resides
firmly in the tonic allowing the pedal tone to provide a stable tonal center as various changes in
left-hand position are necessitated. In addition to the left-hand challenges, the bow arm must
remain calm and relaxed maintaining a rich warm tone uninterrupted by the active left hand. The
resulting sound should express the carefree nature of the opening melody, projecting a warm
round sound that is never pressed or forced.
A slightly more aggressive character is needed for the cadenza outbursts beginning at
rehearsal 4. Here the rubato marking should be taken to heart, allowing each arpeggiated outcry
to push and pull as the performer sees fit. The ebb and flow of tempo must keep the musical
destination in mind always looking forward to the phrase’s climax in measure 98. Again, at
rehearsal 5 the bow continues unperturbed by the constantly undulating chromatics of the left
hand. In measure 123, the theme’s return is marked piano, a warm sound is needed that is not
forced showing the contrast between each restatement.
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Measure 192 begins a sequence cycling through several chromatic variations of an
eighth-note passage. Care must be taken here not to let the character become bogged down with
the technical aspect of the line, focusing rather on the bow to accentuate the crescendo and
diminuendo of each two-measure unit. As for the left hand, special attention should be placed on
the release of tension between each grouping. With the large amount of extended positions
required to negotiate this passage, the hand can easily become strained and it becomes important
to physically plan the release of tension into the overall shape of the line. The phrase should
gradually grow in volume and breadth leading to the high point in measure 210.
A bariolage figure dominates the solo part before rehearsal 10, posing a handful of
problems. Here the rhythmic intensity of the larger line must not be interrupted by the right
hand’s constant string changes. Ensuring that the bow changes every four notes does not overly
accent the larger structural beats will help provide forward momentum and keep the passage
from sounding like an etude. Next the distinction between three-and-four-note groupings can
become easily blurred with an unsteady bow. Focusing on the left-hand position for entire
measures at a time will help in keeping the line from derailing at each change of harmony.
Practicing groupings as alternating double stops will help to familiarize the player with changes
in position from one grouping to the next.
Beginning the second movement requires a deep penetrating tone in the cello’s lowest
register. A slow-moving bow with hair flat on the string placed near the bridge will help achieve
the desired sound. Controlling the tone color is a matter of right-arm weight, but too much will
fracture the tone and too little will result in the cello not speaking. As the bow sinks into the
string, the left hand will need a slow wide vibrato to facilitate the larger string diameter and
increased response time of the instrument. The approach of the half note D in measure 312
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requires an unhurried left-hand vibrato. Playing a note this high on the C-string requires a gentle
left hand or else the tone will crack, fracturing the larger melodic line.
From rehearsal 16 through rehearsal 17, the solo part indulges in another bariolage figure.
Keeping in mind this is in accompaniment to the orchestral melody will help in keeping the
character from becoming overtly serious. Dohnányi uses this passage to accentuate the
orchestra’s melody and the performer must keep in mind that although somewhat technical in
nature, the solo part is intended to enhance the melody and not to dominate the entire texture.
Each change in harmony should follow the overall sweep of the melodic gesture accentuating the
phrase’s final goal not emphasizing any one change above the rest.
With the retransition back to the A’ section at rehearsal 24, the soloist must be careful not
to peak in dynamic too soon. A steady crescendo of volume and intensity should continue
through rehearsal 26 with the restatement of the opening theme. The following cadenza is
accompanied by the orchestra, requiring the soloist to be more structured in interpretation then
an improvised work. In measure 775, the soloist is subject to the accompaniment while indulging
in the adagio melody, care should be taken in keeping an accurate relation between the duple,
triple, and sixteenth-note figurations that constantly alternate back and forth. A challenge
through the unaccompanied twelve measures beginning at 810, is keeping to the tonal center of
D. A series of diminished triads pull the ear away from tonic easily allowing the pitch to fall flat
through the cadenza.
The final coda lays well on the fingerboard with the last twelve measures allowing an
opportunity to explore the higher harmonics on the D string. With the rise of the final
arpeggiation the performer must ensure that the bow stays at the bride allowing for the most
string length possible between left hand and bow. If the bow is left at the fingerboard, the string

34

will squeak as the left hand ascends and the final harmonics will not sound, blemishing the
concerto’s finish.
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Letter of permission to reproduce Ernst von Dohnányi’s unpublished cello sonatas from Dr. Sean
McGlynn, power of attorney for the estate of Ernst von Dohnányi. Dated February 14, 2017

Letter of Permission from the British Public Library to use unpublished content contained in the
Library’s Ernst von Dohnányi Collection. Dated March 10, 2017
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Part Two
Programs and Notes
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DMA Cello Recital #1
April 27, 2015

Ludwig van Beethoven
12 Variations on “Ein Mädchen oder Weibchen”
In addition to five well-known sonatas for piano and cello, Ludwig van Beethoven also
composed three sets of variations on popular themes of the time. “See, the Conquering Hero
Comes” from Handel’s oratorio Judas Maccabaeus is used for Beethoven’s first set of
variations; for his second and third set of variations, Beethoven chose to use themes from
Mozart’s popular opera The Magic Flute.
Ein Mädchen oder Weibchen is one of Papageno’s arias in which Mozart’s character
expresses his desire for a wife. Beethoven uses the opening phrases of Papageno’s aria, albeit a
rhythmically simplified version, as the thematic material for this set of variations. The piano first
presents the theme with harmonic support added by the cello. Variation 1 highlights the piano,
omitting the cello altogether; the cello then returns in the second variation, taking control of the
theme and moving into the instrument’s upper register with a virtuosic flourish. Variations 3-9
are each set in a different musical character, while the theme is passed back and forth between
the two instruments. Variations 10 and 11 are set at a slower tempo in the minor mode, providing
a welcome contrast to the lively G major of the preceding variations. The final variation
resembles a lively scherzo, returning to G major, both voices build to a cascading figure that
brings the piece to a close with a light-hearted--and unexpected--pianissimo.
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Benjamin Britten
Cello Suite No.1
Benjamin Britten met Mstislav Rostropovich in September of 1960, after hearing
Rostropovich perform Shostakovich’s First Cello Concerto in London. The ensuing lifelong
friendship between cellist and composer resulted in Britten writing five pieces for Rostropovich:
a sonata (recorded by Rostropovich with Britten at the Piano), a symphony for cello and
orchestra, and three suites for unaccompanied cello.22 Rostropovich premiered the First Suite at
the Aldeburgh Festival in June of 1965.23
The opening Canto movement provides a foundation on which Britten builds his entire
suite. A series of slow-moving consonant sonorities opens the movement; each phrase
harmonically more complex than the previous until the opening pitch content returns to close the
movement. The following Fuga juxtaposes two musical ideas, the first being a legato scalar line
and the second a grouping of harsh almost percussive eighth notes. These two figures are in
constant conflict until a sense of resignation, rather than resolution, is reached, and the
movement fades away with a series of false harmonics. A heart-rending Lamento ensues evoking
an image of ancient mourning, pleading for peace but destined to endure for eternity. The Canto
Secondo recalls the atmosphere of the opening Canto but now in the instrument’s lower register,
imparting a healing calmness after the emotional devastation of the previous lament. The
Serenata is entirely pizzicato (played without the bow) and resembles a playful flamenco. The
Marcia begins with a brief introduction of harmonics, mimicking a fife and drum core, followed
by a rigid march. A florid outburst briefly interrupts the rigid character before returning to the

22

Graham Johnson, liner notes to Schubert Arpeggione Sonata, Mstislav Rostropovich and Benjamin
Britten, Decca B00000JXZ3, CD, 1999.
23

Benjamin Britten, Three Suites for Cello (London: Farber Music Limited, 1986), 1.
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march--this time softer and more distant as though the procession is fading into the horizon.
Another iteration of the opening music, the Canto Terzo follows, and it is darker and more
dissonant then the opening movement--as if the intervening music has corrupted the simplicity
and purity of the original material. Bordone refers to a held pitch or drone, reflected in this
movement by an omnipresent D-natural. The final movement Moto Perpetuo e Canto Quarto
begins with an unrelenting stream of insect-like spasms that consume the music. As the anxiety
level reaches critical mass, the opening Canto figure immerges, bringing with it a brief respite
from the incessant panic. Both worlds alternate back and forth until the Canto is eventually
overwhelmed by rhythmic panic, and the work comes to a violent end.

Richard Strauss
Sonata in F Major for Cello and Piano
Richard Strauss contributed three works to the cello repertoire, the most famous being his
tone poem Don Quixote. Strauss wrote his sonata for cello and piano in 1881 at the age of
seventeen; the sonata underwent subsequent revisions, leaving only the original Allegro con brio
intact by its premiere in 188324 by cellist Hanuš Wihan, the same cellist to whom Dvorak would
dedicate his concerto twelve years later.
The opening movement Allegro con brio is in sonata form with a fragmented
development--reminiscent of Beethoven--and contains a four-part fugue leading back into the
recapitulation. This movement’s heroic setting of the cello as soloist is seen as an anticipation of
Strauss’s later tone poems Don Juan and Ein Heldenleben where a similar character is embodied
by the soloist and section respectively. The second movement Andante ma non troppo turns to a

24

Norman Del Mar, Richard Strauss: A Critical Commentary on his Life and Works (London: Farber and
Farber, 1985), 14.
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much darker introverted world with a pensive theme showing incredible delicacy and poise from
the young composer. The sonata concludes with a playful Allegro vivo, recapturing the
expansive heroic character of the opening.
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DMA Cello Recital #2
April 23, 2016
Béla Bartók
Rhapsody No.1
Bartók originally wrote Rhapsody No. 1 in 1928 for violinist Joseph Szigeti, scoring the
work for violin and piano.25 Soon after, Bartók orchestrated the work and published a
transcription for cello and piano.26 As is true in Bartók’s other compositions, the First Rhapsody
is permeated by folk songs of the composer’s native Hungary.
The opening lassu is a heroic dance exemplified by undulating chords in the piano
accompaniment underneath a regal folk melody voiced by the solo cello. A contrasting section
follows in which the cello introduces a two-note melodic figure that passes between both
instruments. The tranquil atmosphere is shattered by a violent call to the dance, and the original
lassu material returns with renewed passion.
The ensuing friss is an energetic and lively dance. Beginning with a melody similar to
“Simple Gifts,” Bartók cycles through a series of folk songs, growing in intensity and passion. A
final coda recaps the movement’s beginning, and both instruments end in an ornate flourish.

Miklós Rózsa
Toccata Capricciosa
Miklós Rózsa is best remembered for his Hollywood film scores. However, the
Hungarian composer was a proponent of concert music and contributed a handful of works to the
twentieth-century orchestral canon. Rózsa studied composition at the Leipzig Conservatory with

25
26

Claude Kenneson, Szekely and Bartok: The Story of a Friendship (Portland: Amadeus Press, 1994), 113.
Bela Bartok, First Rhapsody for Cello and Piano (England: Boosey and Hawkes, 1939).
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Hermann Grabner, a student of Max Reger. Because of his time in Germany, Rózsa was instilled
with a deep reverence for the traditions of western music, which served to temper the
nationalistic folk music contained in his compositions.27 After moving to America in 1939,
Rózsa earned his first Academy Award nomination for his score to Alexander Korda’s The Thief
of Baghdad. Over a career spanning more than forty years, Rózsa was nominated for numerous
awards, winning three Oscars and working on films including Spellbound, Ben-Hur, and Double
Indemnity. In addition to film music, Rózsa collaborated with other artists, including Jascha
Heifetz, Gregor Piatigorsky, and Jonas Starker, and contributed numerous compositions to the
concert hall.28
Op. 36 Toccata Capricciosa was composed in the latter half of Rósza’s life. The work
was published in 1977 with a dedication to the memory of cellist Gregor Piatigorsky. Though the
dedication is for Piatigorsky, it was Janos Starker who urged Rózsa in 1974 to consider writing a
piece for solo cello. Starker eagerly awaited the new work though ultimately would never
perform it. Starker recalled, “[Rózsa] wrote the Toccata straight out of the concerto. But he wrote
such stretch requirements that I had to say that my hand is not built for this piece.”29
The Toccata is a virtuosic tour-de-force divided into three sections. The piece begins with
a flourish of harsh dissonances that develop into a rhythmically driven folkdance. The
contrasting middle section seems to stand still in time as both extremes of the cello’s register are
explored in a tragic lament. As would be expected in a ternary form, the final section reprises the

27

Jonathan Ruck, “The Cello Works of Miklós Rózsa” (Unpublished doctoral dissertation), Indiana
University, Bloomington, 28.
28

Ibid., 32.

29

Ibid., 142.
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Toccata’s opening themes but presents the melodic material in reverse order, growing in passion
and intensity to the work’s climactic finish.

Ernst von Dohnányi
Konzertstük op.12
Ernst von Dohnányi was a Hungarian pianist, conductor, and composer, who, according
to New York Times critic Richard Aldrich, was “quite uninfluenced by most of the currents and
counter-currents of ‘modernity’ that are troubling the musical waters of these days.”30 A
classmate of Béla Bartók, he attended the Budapest Academy of Music and published his Piano
Quintet at the age of seventeen while still a student. The Piano Quintet caught the attention of
Johannes Brahms, who promoted the work across Vienna.31 In addition to composing, Dohnányi
had an international career as a solo pianist and was appointed the director of the Budapest
Academy in 1919. However, by 1939, the ever-growing Nazi presence in Hungary forced
Dohnányi to flee his homeland. By 1949, he had immigrated to America and settled in
Tallahassee, where he was appointed Composer-in-Residence at Florida State University.32
Dohnányi’s Konzertstük is a concerto for cello and orchestra in all but name. The work is
in a single formal movement with three sections connected without pause. The opening Allegro
non tropo begins with a shimmering ostinato in the piano that gives way to the cello’s first
melody – an expansive theme in the instrument’s upper register. As the energy of the opening
section subsides, the piano moves into a stream of undulating eighth notes in a new slower
30

Milton Cross, Encyclopedia of the Great Composers and their Music vol.1 (New York: Doubleday and
Company, 1962), 215.
31

Ibid., 216.

32

Ilona von Dohnányi, Ernst von Dohnányi: A Song of Life (Bloomington: Indiana University Press, 2002),

114.
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tempo, signaling the indulgently romantic Adagio. A brief transition follows the cello’s final
expressive plea. Here the opening theme re-enters, ushering in the final section Tempo I.
Dohnányi again works through the piece’s opening themes, which leads to a quasi-accompanied
cadenza for the solo cello. The opening music is heard once more as the piano and cello fade into
the ether.
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DMA Cello Recital #3
November 28, 2016
Gaspar Cassadó
Toccata
Gaspar Cassadó was a Spanish cellist and composer of the early twentieth century. Born
in Barcelona, he began cello lessons at the age of seven. At age nine, Cassadó performed in a
recital where he was heard by Pablo Casals, who immediately offered to teach the young cellist
in Paris.33 Cassadó ascribed his Toccata melody to an organ work by the Italian Baroque
composer Girolamo Frescobaldi, which Cassadó claimed to have discovered in the archives of
Barcelona’s Conservatory. When confronted about the piece’s authenticity, Cassadó responded,
“the score bore the title Toccata and the name Frescobaldi…I cannot be sure if it was
Frescobaldi or another who did the rest.”34
The Toccata begins with a slow improvisatory introduction much in the style of a
Baroque organ toccata. Following this florid presentation, a lively melody is played by the cello
and quickly picked up in a fugal manner by the pianist. The brisk, melodic motive transitions
through several keys and textural treatments before giving way to a restatement of the opening
improvisatory material. Here Cassadó indulges in a bit of showmanship as the cellist navigates
the entire range of the instrument before arriving at a final statement of “Frescobaldi’s” melody.

33

Robert Anderson, “Cassado, Gaspar,” Grove Music Online, accessed November 12, 2016,
http://oxfordmusiconline.com
34

Walter Schenkman, “Cassado’s Frescobaldi: A Case of Mistaken Identity or Oughtright Hoax,”
American String Teacher (Spring 1978): 26.
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Dimitri Shostakovich
Sonata for Cello and Piano in D-minor
Lady Macbeth of Mtsensk, Dimitri Shostakovich’s final opera premiered on January 22,
1934. This opera has become synonymous with the terrors of Soviet Russia and Stalin’s iron
fisted rule, resulting in the public denunciation of Shostakovich’s music in the Pravda article
“Muddle Instead of Music.”35 Later that year, following a Leningrad production of Lady
Macbeth, Shostakovich divorced his first wife Nina Varzar for a short-lived romance with a
twenty-year old translator Elena Konstantinovskaya.36 It is from this time of emotional distress
and uncertainty that the Cello Sonata in D-minor was composed.
A foreboding Allegro non troppo begins the sonata with an elegant theme that quickly
dissolves into an angular cry of despair. Here in the piano part emerges the second theme, an
expansive song-like melody accompanied by sighs in the cello before both instruments trade
roles in the melody’s second appearance. The movement ends with a restatement of the opening
material this time at half tempo with sparse chords in the piano, creating a desolate field on
which the plaintive cries of the muted cello seem frozen in time.
Erupting from the barren expanse that finishes the first movement, the ensuing Allegro is
an unrelenting round dance. Both instruments are bombarded with an unceasing rhythmic
violence that propels the music onward. A playful melody emerges as the relentless ostinato in
the cello morphs into a series of harmonic glissandi accompanying the piano’s upper register. A
jarring return to the movements opening furry brings about an unsettled finish.

35

J. Peter Burkholder, Donald Grount, & Claude Palisca, A History of Western Music (New York: Norton
and Company, 2010), 891.
36

Elizabeth Wison, Shostakovich: A Life Remembered (New Jersey: Princeton University Press, 2006),

125.
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Drained of all emotion the solo cello begins a despondent Largo. As the movement
unfolds, an unceasing surge of eighth notes in the piano seems to drive the anguished melody
ever onward to an emotional outburst in both instruments. As the passionate outcry subsides,
darkness returns, wandering off into the night with the cello’s final sighs. The final Allegro
molto, is a rondo driven by alternating moods of “nervous glee” and “existential panic.” It is a
mischievous though slightly off-kilter melody which serves as the rondo theme, first heard in the
solo piano. Quickly turning to panic both instruments launch through a series of technically
demanding passages. The movement concludes with a simple gypsy-like melody floating over a
pizzicato accompaniment in the cello.

Johannes Brahms
Sonata in F-major for Cello and Piano
In the summer of 1886 Johannes Brahms traveled to Lake Thun in Switzerland, where
he began composing his second and third violin sonatas in addition to his Cello Sonata in F
Major. The cello sonata was composed for Robert Hausmann, a close friend of Brahms and the
dedicatee of the composer’s first cello sonata in e-minor and his double concerto for violin and
cello.37 The critic Edward Hanslick wrote of a performance by Hausmann with Brahms at the
piano that “in the cello sonata, passion rules, fiery to the point of vehemence, now defiantly
challenging, now painfully lamenting.”38
The sonata’s beginning Allegro vivace explodes into existence with a series of
undulating piano tremolos underneath triumphant interjections voiced by the cello. Instead of a

37

Clive Brown, introductory notes to Brahms: Sonata in F Major (Kassel: Barenreiter, 2015), III.

38

Ibid., VI.
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continuous melodic line typical of Brahms’s compositions, this movement relies on the passing
of small melodic fragments between both players, developing a larger musical idea. A wandering
harmonically unstable development leads to an extended recapitulation of the opening material
as the movement closes.
After an edgy opening movement, the following Adagio affettuoso begins with an
expansive piano melody punctuated by pizzicato in the cello. A sweet lullaby between cello and
piano ensues before the harmonic palate shifts, entering a slightly troubled section. A violent
return of the cello’s pizzicato figure leads to a restatement of the movement’s beginning, closing
with a feeling of peaceful serenity.
The third movement Allegro passionato is a ternary form scherzo and trio. Rhythmic
complexity pervades through the opening scherzo as hemiolas (typically a metric grouping of
two beats against three) and hard syncopations permeate both parts. A calm lyric beauty belies
the trio’s complex harmonic structure, allowing for a brief respite from the scherzo’s unrelenting
rhythmic drive. A repeat of the scherzo closes the movement in a fiery flourish.
A simple folk-like melody begins the final Allegro molto contrasting the unsettled
character of the preceding movements. Both cello and piano scamper about like children at play
before a march erupts, punctuated by double stops in the cello part. A return of the “folk”
melody leads into a lush, romantic theme characterized by rhythmic instability between the two
voices. As though being awoken from a dream, the march theme reappears, ending with a playful
pizzicato interpretation of the “folk” melody.
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DMA Chamber Recital #1
March 27, 2017
Jessie Montgomery
Strum
Jessie Montgomery began her violin studies at age four at Third Street Music School
Settlement of New York City. An accomplished composer and performer, Montgomery received
her bachelor’s degree in violin performance from The Juilliard School and a master’s degree in
film scoring from New York University.39 A two-time laureate of the Sphinx Competition (a
festival supporting African-American and Latino string players) Montgomery was a co-founder
of the PUBLIQuartet and performs regularly with the Catalyst Quartet.40
Initially composed in 2008, Montgomery referred to Strum as “the culminating result of
several versions of a string quintet I wrote in 2006… arranged for string quartet in 2008 with
several small revisions. In 2012 the piece underwent its final revision with a rewrite of both the
introduction and the ending for the Catalyst Quartet in a performance celebrating the 15th annual
Sphinx Competition. Originally conceived for the formation of a cello quintet, the voicing is
often spread wide over the ensemble, giving the music an expansive quality of sound. Within
Strum I utilized texture motives, layers of rhythmic of harmonic ostinati that string together to
form a bed of sound for melodies to weave in and out. The strumming pizzicato serves as a
texture motive and the primary driving rhythmic underpinning of the piece. Drawing on
American folk idioms and the spirit of dance and movement, the piece has a kind of narrative
that begins with fleeting nostalgia and transforms into ecstatic celebration.”41

39

Jessie Montgomery, “About”, http://www.jessiemontgomery.com/about/, accessed March 10, 2017.

40

Ibid.

41

Jessie Montgomery, Strum for String Quartet (Jessie Montgomery Music, 2012).
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George Gershwin
Lullaby
Published posthumously, George Gershwin’s Lullaby for String Quartet shows a softer
side of the composer then displayed in his more famous works like Rhapsody in Blue or
American in Paris. Composed initially as a student exercise around 1920, Gershwin presented
his Lullaby at several private gatherings of musical friends, where the piece was always
“invariably welcomed.”42 In 1922, Gershwin stole the opening melody of this work and used it
as the basis for an aria in the one act opera Blue Monday. This may signal that Gershwin had
never intended to publish the quartet and merely regarded it as an early exercise in more serious
quartet composition. In 1962, George’s brother Ira showed the neglected manuscript to
harmonica virtuoso Larry Adler, and they decided a version for harmonica and quartet should be
arranged. It premiered at the 1963 Edinburgh Festival, where the piece was “warmly received.”43
It was not until October of 1967 that the Juilliard Quartet officially premiered Gershwin’s
Lullaby for String Quartet at a “widely broadcasted concert” from the Library of Congress.
Much as its name suggests, Lullaby is a gentle lilting piece evoking a mood of calm and
peaceful tranquility. Opening with a ‘unison’ tuning note, the violin introduces an arpeggiated
figure in two solo asides. This figure is then picked up by the cello and leads into the true
melody, which is repeated several times in various timbres and voicings. A contrasting middle
section develops ideas set forth from earlier in the piece before pausing with a solo reverie from
the violin and then cello. These two dreamlike passages lead back to a warm restatement of the
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Ira Gershwin, notes to Lullaby by George Gershwin (Geroge Gershwin Music, 1963), iii.

43

Ibid., ii.
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opening material before fading away at the piece’s conclusion. Upon its publication in 1968, Ira
remarked that Lullaby “may not be like my brother’s other concert works, but I find it charming
and kind.”44

Mason Bates
Four Bagatelles for String Quartet
One of America’s most in demand composers Mason Bates serves as the first composerin-residence of the Kennedy Center for the Performing Arts. Noted for his integration of
electronic sounds into symphonic scores, Bates’s music has been championed by renowned
conductors, including Ricardo Muti and Michael Tilson Thomas, in concert halls around the
world. Teresa Heinz has said that, through his innovative use of electronic elements Mason Bates
has “moved the orchestra into the digital age and dissolved the boundaries of classical music.”45
The four Bagatelles were commissioned by the Chamber Music America Classical
Commissioning Program for the Del Sol Quartet. On the nature of the work Bates relates that
“the short, ephemeral nature of a musical bagatelle appealed to me… paired with cutup
electronic samples of the quartet itself, the bagatelle becomes an opportunity for brief, intense
touchdowns on rhythmically diverse terrains.”46
“Rough Math” seems to lurch forward as uncomfortable rhythms are punctuated by
electronic samples. Eventually it coalesces into a cohesive unit that surrenders to the electronic’s
unrelenting rhythmic drive. “Scrapyard Exotica” conjures the image of Tim Burton-esque metal
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Ira Gershwin, Lullaby, ii..

45

Mason Bates, “About”, http://www.masonbates.com/about/, accessed March 7, 2017.
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Mason Bates, Four Bagatelles for String Quartet, (Aphra Music, 2012).
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giant sauntering through a junkyard, discovering hidden treasures amongst everyday items. The
abnormal gait of the movement’s 7/4 time signature continuously shifts the rhythmic emphasis,
lending an exotic unsettled quality to the music. “Mating Dance”-subtitled “on a wire”- is the
only movement that does not include electronica. Here the instruments pair up like birds dancing
on a telephone wire. First violin and viola couple in a jazzy melody, accompanied and
interrupted at times by interjections from the concurrent dance of cello and second violin. A final
upward rush concludes the movement as through imitating the sudden flourish of wings as all
four birds take flight. “Viscera” literally refers to the internal organs of a creature. In this
movement, Bates explains that the unrelenting electronica and unsettled rhythms of the quartet
mimic “the fast pulsing organs of a many legged creature on the run.”47

47

Mason Bates, Four Bagatelles.
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DMA Lecture Recital
Spring 2017
Historically Placing Dohnányi’s Unpublished Cello Sonatas
-A brief introduction about what was happening musically about 1980.
-Growing discontent as composers began to push the limits of Tonality e.g., Wagner and Strauss
-Musical example: Exposition from Strauss’ Sonata for Cello and Piano op.6 (1883)
-A look forward to Rachmaninoff
-As atonality engulfs western music Rachmaninoff continues in the Romantic tradition
-Musical example: Adagio from Rachmaninoff Cello Sonata op.19 (1901)
-Brief biography of Ernst von Dohnányi
-Description of my discovery of the two unpublished sonatas and my efforts to gain access to the
manuscripts.
-Process of obtaining permission to publish and traveling to London to work with the
manuscripts in person
-Description of Dohnányi’s musical upbringing, father was an amateur cellist and had a great
influence on Ernst. Traditionally steeped in the values of Germanic music
-Performance: Dohnányi Cello Sonata in G-Major unpublished (1888)
-Performance: Dohnányi Grand Sonata for Cello and Piano unpublished (1889)
-Discussion of the two sonatas as the product of eleven-year-old Ernst, with the influence of
Mozart, Haydn, and Beethoven
-Looking forward to the mature composer
-Musical example: Exposition of Dohnányi’s Konzeretstück op.12 (1905)
-Characteristics of Dohnányi’s mature style… still heavily focused in the Romantic tradition
-Final remarks and acknowledgments
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Vita
Education
DMA in Cello Performance
University of Kentucky
Advisor: Benjamin Karp
Dissertation: The Cello Works of Ernst von Dohnányi

2017

MM in Cello Performance
DePaul University, Chicago, Illinois

2013

BM in Cello Performance
Indiana University Bloomington

2011

University Teaching Experience
Cello Teaching Assistant
School of Music, University of Kentucky 2014- Present
• Teach lessons to undergraduate non-major cello students
• Prepare a core syllabus defining practice and performance expectations
• Successfully prepare students to audition for the music education major
Studio & Preparatory Teaching Experience
Private Cello Instructor
Self-Employed, Bloomington, IN; Chicago, IL; Lexington, KY 2007-Present
• Taught weekly individual lessons to a studio of 10 cello students of all ages
• Prepared personalized course of study to meet each students' individual goals
• Coached student chamber ensembles
• Coached rehearsals with local accompanists in preparation for performances
• Successfully prepared students for college, all-state, and summer program auditions
Cello and Chamber Music Coach
Lafayette High School, Lexington, KY 2014-Present
• Organized and led weekly cello sectionals among four orchestras
• Provided individual support to students as needed
• Coached student chamber ensembles in preparation for festivals and performances
Cello Instructor
Hayward La-Honda Summer Music Festival, LaHonda, CA Summers 2007-2011
• Auditioned cello and bass students to determine ensemble placement and seating
• Coached daily orchestra sectionals between two orchestras
• Assisted with middle school and high school orchestras
Cello Coach
Laney College Summer Music Camp, Oakland, CA Summers 2007-2011
• Auditioned violin, viola, cello, and bass students to determine seating
• Coached daily orchestra sectionals
• Conducted orchestra rehearsals as needed
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Additional Musical Education
Music Theory
• Six semesters of undergraduate theory and ear training, including seminars on the works of
Rachmaninoff and Skryabin, twentieth-century theory and formal analysis
• Graduate level courses in the theory of German lieder, chamber music literature, and twentiethcentury theory
Music History
• Undergraduate history with Dr. Peter Burkholder
• Graduate level courses in the history of opera, specifically on opera’s evolution through the
Romantic period
Conducting
• 2 semesters of private conducting lessons
Selected Cello Studies
Benjamin Karp, Cello Professor, Principal Cellist (Lexington Philharmonic)
University of Kentucky, 2014- Present
Stephen Balderston, Cello Professor, Former Assistant Principal Cellist (Chicago Symphony Orchestra)
DePaul University, 2011-2013
Emilio Colón, Cello Professor
Indiana University Bloomington, 2009-2011
Csaba Onczay, Visiting Cello Professor
Indiana University Bloomington, 2008-2009
Sharon Robinson, Cello Professor
Indiana University Bloomington, 2007-2008
Selected Cello Masterclasses
Mihai Tetel, Cello Professor (University of Hartford)
DePaul University, 2013
Brant Taylor, Cello Professor (DePaul University), Section Cellist (Chicago Symphony Orchestra)
DePaul University, 2012
Eric Kim, Cello Professor (Indiana University), Former Principal Cellist (Cincinnati Symphony
Orchestra)
Indian University Bloomington, 2011
János Starker, Cello Professor (Indiana University), Soloist, Pedagogue
Indiana University Bloomington, 2010
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Music Festivals
Brevard Music Center Summer Festival, student participant
Brevard, NC 2016
Selected Solo and Chamber Music Performances
DMA Chamber Recital, Gershwin Lullaby, Jessie Montgomery Strum, Mason Bates Four Bagatelles for
String Quartet and Electronica. University of Kentucky, Spring 2017.
Chamber Recital, Gershwin Lullaby, Montgomery Strum, Bates Four Bagatelles. Festival de Pâques,
Deauville, France, Spring 2017
DMA Lecture Recital, The unpublished cello sonatas of Ernst von Dohnányi. University of Kentucky,
Spring 2017
DMA Solo Recital #3, Cassado Toccata, Shostakovich Sonata, Brahms Sonata in F Major. University of
Kentucky, Fall 2016
Chamber Recital, Ravel Chansons madécasses. University of Kentucky, Fall 2016
DMA Solo Recital #2, Bartók First Rhapsody, Rózsa Toccata capricciosa, Dohnányi Konzertstück.
University of Kentucky, Spring 2016
DMA Solo Recital #1, Beethoven Magic Flute Variations, Britten Solo Suite 1, Strauss Cello Sonata.
University of Kentucky, Spring 2015
Elegy, collaboration with playwright Ron Hirsen, selected music for solo cello.
Victory Gardens Biograph Theater, Chicago, IL, Fall 2013
Master’s Solo Recital, Rachmaninoff Two Pieces, Stravinsky Suite Italienne, Berlioz La Captive,
Dohnányi Sonata in Bb minor. DePaul University, Spring 2013
Chamber Recital, Ravel Chansons madécasses. Northwestern University, Spring 2013
Chamber Recital, Britten Albert Herring, solo cello. DePaul University, Spring 2012
Senior Recital, Prokofiev Adagio from Cinderella, Bach Solo Cello Suite #5, Brahms Sonata in E minor.
Indiana University, Spring 2011
Junior Recital, Beethoven Sonata in C Major, Elgar Concerto for Cello in E minor. Indiana University,
Spring 2010
Selected Ensemble Experience
Principal Cellist, University of Kentucky Symphony & Opera Orchestras
Cellist, Niles String Quartet
Substitute Cellist, Lexington Philharmonic
Assistant Principal Cellist, Brevard Music Center Orchestra
Principal Cellist, Brevard Sinfonia
Assistant Principal Cellist, Brevard Opera Orchestra
Founding Member, 42nd Parallel Orchestra
Principal Cellist, Basoti Opera Orchestra
Assistant Principal Cellist, DePaul Symphony Orchestra
Principal Cellist, DePaul Opera Orchestra
Section Cellist, Oistrach Symphony Orchestra
Section Cellist, Owensboro Symphony Orchestra

2014-Present
2014-Present
2017
2016
2016
2016
2012-2014
2012-2014
2011-2014
2011-2014
2011-2012
2007-2011

Professional Associations
College Music Society
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